THE PICTURES ON DIDO'S TEMPLE (Aeneid I. 450-93)
SHORTLY after his arrival at Carthage, while he is waiting for Dido to meet him, Aeneas finds that the walls of her temple are adorned with pictures of the Trojan War. Sunt hic etiam sua praemia laudi, he cries to Achates, sunt lacrimae rerum et mentem mortalia tangunt. The description of the pictures which follows is a remarkable example of Virgil's ability to use a traditional device (E'KqpaaLS) in such a way as to strengthen and illuminate the main themes of his poem. It is my object here first to reinterpret one of the scenes which has been misunderstood, and then to discuss how Virgil has chosen and arranged his episodes so that the description of a picture gallery becomes a part of an epic poem.
The pictures which Virgil describes are these: first a general scene of battle with the Greeks in flight, then a similar scene with the Trojans in flight and Achilles pursuing; next, four particular episodes ending at a climax, Rhesus, Troilus, the supplication to Pallas, the ransoming of Hector's body; finally a pendant concerned with pictures of Aeneas himself, of Memnon, of Penthesilea. In the central series the episode of Troilus, which is not Homeric, seems strangely inserted among three very prominent episodes of the Iliad, and it has also presented difficulties of interpretation. It is therefore with this scene that we must begin.
(a) THE TROILUS EPISODE Aen. I. Parte alia fugiens amissis Troilus armis, infelix puer atque impar congressus Achilli, fertur equis curruque haeret resupinus inani, lora tenens tamen; huic cervixque comaeque trahuntur per terram, et versa pulvis inscribitur hasta. It is generally thought that this picture represents the outcome of an armed combat deliberately sought by Troilus, in the course of which Troilus amisit arma (whatever that means), and having in flight fallen from his chariot is being dragged along with his spear trailing behind him. Servius evidently felt unhappy about this: on hasta his comment is 'hostili scilicet'. He presumably thought that Troilus, amissis armis, could not still have his spear. Modern critics have rightly refused to accept that the spear is Achilles' spear with which Troilus is transfixed.' For there is nothing in the passage to suggest that it is Achilles' spear; and, as Heyne gently says, if Virgil had meant Achilles' spear, he would have expressed himself otherwise. In any case Achilles' spear could not be versa. Servius recognized this objection to his interpretation, and was prepared to take versa from verrere; but this makes no sense, and in Conway's words 'Vergil never sets his readers such a trap'. The decisive argument against Servius is Aen. 9. 609 f., the use of the 'reversed spear' as a goad, I Achilles does in fact kill Troilus with a spear in some versions of the story (Stat. There was then a very strong Greek tradition that Troilus was ambushed when unarmed, and it is evident that this was current in Virgil's time.' On the other hand, there is no trace before Virgil of the chariot of Troilus; it seems that Virgil may have adopted the idea of being dragged behind a chariot from the story of Hector.2 There are remarkably few references to Troilus in extant Latin literature,3 and by the time of Dares (fifth century ?) the legend has changed very considerably. The episode is now put later than the death of Hector,4 and in it Troilus is a formidable warrior who has deliberately sought armed combat, has wounded Achilles, and only been killed by him after his own horse had been wounded (not by Achilles) and he had become entangled in the reins (Dares 30 f., esp. 33). Virgil has evidently had some influence on the later version (as would be expected), but except from a misunderstanding of the passage there is nothing in Virgil to suggest deliberate armed combat,5 and the legend of the warrior Troilus is essentially associated with the placing of the episode after the death of Hector, which is patently not the case in Virgil.
There are additional reasons for believing that Virgil follows the traditional story of the ambush, some important, some less so. It might be said that the absence of a charioteer for Troilus (lora tenens tamen) suggests that he did not deliberately go out to fight, but rather that he was driving his chariot for some unwarlike purpose and unluckily came upon Achilles; it might be said that infelix puer suggests not the rash youth trusting too much in his self-confidence, but rather the hapless victim. But the two really important points, as we shall see, are firstly that the death of Troilus was one of the fated 'dooms' of Troy and it would be wholly out of place for Troilus himself deliberately to jeopardize his country's safety; and secondly that the Troilus episode, put next to the story of Rhesus, indicates increasingly the ruthlessness of the Greek enemythe warrior Rhesus slain in his sleep, the boy Troilus caught defenceless by Achilles. Accipe nunc Danaum insidias et crimine ab uno / disce omnes.
We can then interpret the Virgilian passage as follows: at a stage prior to the scene actually pictured Troilus has been caught by Achilles while he was occupied in some activity during which he was not wearing his armour. We The final touch in the picture, the dust scored by the reversed spear, adds an idea of motion to the static picture by giving a sort of 'wake' to the movement of the chariot. There is now no contradiction between hasta and amissis armis, whether we consider that Troilus had just time to seize his spear as he leapt into his chariot to escape, or whether (as seems much more likely) he was already in his chariot carrying a spear which he was using reversed as a goad (like the Rutulians in Aen. 9. 609 f. quoted above; in Greek art the otherwise unarmed Troilus is sometimes shown carrying a spear or a goad). As he fled he had the spear in one hand while he held the reins in the other (having no shield to occupy the use of one hand). When he fell backwards the spear, still held in his hand, trailed with the point on the ground. This is the only legitimate meaning here of versa hasta, which is sometimes wrongly taken to indicate that the dust was scored with the butt-end of the spear. The normal position of a spear is pointing forwards, in the direction of motion; when it is versa it has the butt-end forward, and therefore when it trails it scores the dust with its point. As the central block had its introduction, both in the summary description of 456-8 and in Aeneas' few words in 459 f., so now it has its pendant telling of other pictures which illustrate events after the death of Hector. If we ask why the description does not end at its climax, we shall find much of the answer by relating the descriptive episode to the narrative technique of the poem. The tension has to be lessened for the transition to Dido's appearance. We must be brought away from the heart of Troy's tragedy, symbolized in Hector and Priam, by a diminuendo effect, still relevant but less intense. This is done by the three scenes of later events in the war. First is Aeneas himself, fighting in the forefront among the Greek leaders as had been prophesied (II. 20. 332 f.), and as it was appropriate that he should when Hector was dead (II. 5. 467 f.). This brief mention of Aeneas himself prepares us for Dido's Tune ille Aeneas ... ? (617), and also serves a psychological purpose, as we shall see. Then there come two heroes of the post-Iliad period of the war, who did not fight at Troy until after the death of Hector, with whom Quintus of Smyrna began his Posthomerica. They are both exotic and romantic figures, but neither of them causes the emotional reaction in Aeneas which had been caused by the four scenes of the central block. They bring the description to a close with a kind of half-unreal splendour, Memnon the strange king of distant lands, and Penthesilea, the semi-mythical Amazon warrior. We are reminded of how Virgil ends the catalogue in Aeneid 7 with the warrior-maid Camilla.
Finally, we should consider the relationship in this passage between art and literature, between the pictures and the poem in which they are described. Virgil does not give us a catalogue or a series of photographs of these mural paintings, but an impression of their effect on Aeneas; much of the unity of the themes which I have been discussing is a unity imposed by the observer (Aeneas) upon the series of the pictures. We are left with the feeling that Aeneas is recollecting it afterwards; that the pictures are coming to us through the mind of the beholder, coloured and interpreted by his own emotions. This effect is strengthened by the constant mention of Aeneas: he is very prominent in our minds before the beginning of the description, he is mentioned at the beginning (namque videbat uti.. .), then at 470 (agnoscit lacrimans), and then at the climax (tumrn vero ingentem gemitum .. .). This is immediately followed by the picture of Aeneas himself among these events-'quaeque ipse miserrima vidi / et quorum pars magnafui'; he himself is placed here in the series immediately after 
